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ABSTRACT 


Although psaltic music is not considered to be representative for central 
Transylvania, there used to be a constant concern for this type of music in 
this area. The phenomenon is also reflected by the presence of the fifteen manuscripts in the Byzantine 
tradition, in the public libraries of Cluj-Napoca. The number is small compared with that of the similar 
documents preserved in other Romanian regions. In this context, each newly discovered manuscript 
has been minutely described by the Transylvanian researchers in relevant publications. This paper 
presents a sixteenth manuscript, this time one kept in the private library of the poet Marcel Mureseanu 
from Cluj. As a nineteenth-century document in Chrysanthine notation, the value of the manuscript 
lies in the five polychronia it contains, dedicated to princes and hierarchs of Wallachia. Our primary 
purpose is to signal and give a detailed description of the manuscript, so that it can be included in the 
relevant catalogues. We believe that further comparative research will increase the importance of this 
document. 


Keywords: psaltic manuscript, Transylvania, private libraries, polychronion, Metropolitan Neofit, 
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1. Byzantine-Tradition Manuscripts in Central Transylvania 


In recent years, the Transylvanian church music in its various forms and 
variants has been studied by many researchers”!. Among the conclusions reached by most of 
these studies and that interest us directly, the following stand out: although in Transylvania, 
psaltic music ceased to be promoted already in the second half of the 19" century”, and the 


notated repertoire (in Western notation) is basically the liturgical repertoire conveyed orally 


* Among them we mention Constantin Catrina, Elena Chircev, Constanta Cristescu, Vasile Grăjdian, Petre 
Stanciu, Vasile Stanciu. Besides extensive studies presented in doctoral theses or in published books, each of 
these researchers has published several articles on the theme under discussion, for which reason we will not 
mention them in the present paper. The selective bibliography at the end of the paper will include only the 
studies that are more obviously related to the subject under consideration. 

°? In 1890, Dimitrie Cuntanu published, in Sibiu, Cântările bisericeşti după melodiile celor opt glasuri ale Sfintei 
Biserici Ortodoxe Române, in linear notation. See also [26, pp. 55, 62, 77] 
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(hence the richness of variants found on the Transylvanian kliroi)”, it shares the same origin 
with the church music of Moldavia and Wallachia [26, p. 259] [22, pp. 197, 243]. In turn, this 
was the music practiced throughout the Byzantine Empire, preserved and passed down to this 
day” in the predominantly Orthodox countries. 

As to the number of manuscripts kept in the Transylvanian libraries”, there is a 
great difference from the other Romanian regions. In this context, each newly discovered 


15%. Furthermore, Ozana 


manuscript was reported in the literature and then described in detai 
Alexandrescu rightfully argued for a detailed description of each manuscript, in order to 
prevent or correct some unwarranted and undocumented assumptions’. In 1996, Fr. Vasile 
Stanciu asserted that the libraries of Cluj held "ninesă psaltic manuscripts in Cucuzelian of 
Chrysanthine notation" [26, p. 33]. In 2010, Fr. Petru Stanciu, another researcher from Cluj- 
Napoca, remarked that "the number of manuscripts in Transylvania is continually growing" 
[22, p. 175]. Fourteen such manuscripts are described in his book entitled Cultura muzicală de 
tradiţie bizantină în centrul Transilvaniei, sec. XVIII-XIX [22]°’. P. Stanciu identified four 
new Romanian manuscripts in Chrysanthine notation, two of which are at the Central 
University Library and the other two at the O. Goga County Library.” Apart from the 
fourteen manuscripts, there is also the colligate at the Library of the Gh. Dima Music 
Academy under call number Ia 177, studied by Elena Chircev [11] and mentioned by Fr. 
Alexie Buzera in Catalogul sistematic al manuscriselor româneşti si greceşti [8, p. 90]°'. 

All the manuscripts studied by the Transylvanian researchers are preserved in 
public libraries. We should not overlook, however, the private collections that are also 
mentioned by Petru Stanciu [22, p. 175]. Such collections are discovered quite rarely and 
often fortuitously, and it is almost impossible to determine the real number of the existing 
manuscripts of Byzantine tradition. Such a manuscript is the one we are going to describe in 
the following paragraphs. 

55 Also see [ 22, p. 200] 

** Naturally, with the more or less pronounced influences and regional (local) characteristics. 

55 As indicated in the subtitle, we are referring only to the manuscripts in Central Transylvania. 

°° See, in this regard, [23], [24], [25]. 

57 See, in this regard, [4]. 

“5 Despite this statement, the author also mentions a tenth manuscript, signed by Nicu Moldoveanu, i.e. the Greek 
manuscript 4323, housed in the "Lucian Blaga" Central University Library of Cluj-Napoca 

° The remark obviously refers to the number of manuscripts discovered in public or private libraries, or studied 
by specialists. 

6 The manuscripts under the call numbers 4323 and 5316 preserved in the Central University Library, and 
respectively I-14 and II-14 in the Octavian Goga County Library. 

°! The manuscript under the call number Ia 177 is mentioned at pp. 187 (with the mistakenly attached logo of the 
BCU/Central University Library, instead of AMGD/Gh. Dima Music Academy) and 251 (correctly written this 


time). 
€ As reflected in the statement on p. 241 of the same book, Fr. Petru Stanciu owns such a manuscript himself. 
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2. Manuscript description 


The manuscript belongs to the poet Marcel Mureseanu from Cluj”, who in turn 
received it from the literary critic and esoteric philosopher Vasile Lovinescu™, some of its 
copies being housed in the Library of the Gh. Dima Music Academy, under the call number Ib 
2559%. The manuscript has relatively recently undergone restoration and therefore is in a 
pretty good condition. We can thus notice that its binding is different from the original one: 
simple, artificial leather, light-brown. The pages have been cut and only a few darkened and 
yellowed corners have remained at full size. The original page was probably about one 
centimetre larger. Currently, the page size is 21 x 15 cm. The manuscript is incomplete, 
missing the beginning and the end. 

The manuscript paper has vertical and horizontal lines, the so-called 
pontuseaux lines (eight on a page, placed at 3 cm distance) and vergeurs, as well as 
watermark. The most obvious element of the watermark is a crown that can be better observed 
on folio 28". Another element is represented by three ribbon (or horn) ends, positioned near 
the spine — folio 27° (it is possible that the folio was cut near the spine, too, for the binding is 
obviously a recent one). The text area is 18 X 12 cm, each page containing 16 lines of musical 
neumes and literary text. 

The ink is of two kinds — black and red — for each parameter (melodic, 
rhythmic, ornamental etc.), and its use is typical for psaltic manuscripts. Thus, the 
diastematic neumes“, and the consonants ones“ are written in black, while the temporal 
signs“, the tones, phthorai and martyrias are written in red. For the liturgical text, the 
scribe used red ink for the initials and black for the rest. The Typikonal and other 


indications preceding the actual hymns are generally written in red”. 


As in most manuscripts of this type, there are very few ornamental elements, the 


most visible one appearing on folio 22". The first folio of the manuscript, which is missing, 


& Born on November 28, 1938, in Cluj-Napoca, his father was a primary school teacher and a Transylvanian 
priest (cf. Daniela Gifu, Marcel Mureşeanu, un model de om, spirit şi poet contemporan, in "Noi, NU", 10 
November 2008, 
http://www.revistanoinu.com/Marcel-Mureseanu-un-model-de-om-spirit-si-poet-contemporan.html). 

* http://www lovinestii.ro/lovinescu/vasile.htm 

6 We hereby thank Mr. Marcel Mureseanu who gave us permission to study and reproduce pages of the 
manuscript and also Prof. Constantin Ripa, by whose courtesy we managed to obtain the original manuscript. 

°° Except for the melodic formula on which Amin is sung, at f. 38° 

67 Out of these, only the eteron is written in red ink. 

68 The only temporal sign written in black is the klasma. 

© Sporadically, indications are written in black ink, too, possibly through the negligence of the scribe or to refer 
to things that are considered less important, written in parentheses (see f. 43", the indication in the middle of the 


page). 
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was probably more richly ornamented. The initials in the literary text are marked in red 


ink, bolded and very discreetly adorned. 


Plate 1. Embellished initials 


f. 22° f. 38° f. 48° 52" 56" 


In the current version, the folios or pages of the manuscript are not numbered. It is 
possible that in the original binding at least the sheets were numbered. I have considered the 
first folio in the current binding as folio 1, which in this case is also the first one to contain 
music. It contains a few notes made in pencil in the Latin alphabet, i.e. subsequent to the 
copying (the text inside the manuscript is in the Cyrillic alphabet). In the top left corner of the 
page, above the neumes, we can read the name Ofrescu Gh. Toma. In the opposite corner and 
in a different type of script, another name appears, unclear — Jliescu? Corina 
(Florin/Florina?). Another name, also unclear, is written in the top middle part, above the 
musical line - Mie I. Othescu? The fact that there are notes on this page leads to the 
conclusion that, when these notes were made, the beginning of the manuscript was already 
missing. 

On f. 20', written also in pencil and in the Latin alphabet, there is another note: As/afi 
14/ 30 / 924 nu s-a primit salariul pe lunile iulie si august (meaning "Aslafi 14/ 30 / 924 no 
salary has been paid for the months of July and August"). It is not uncommon for a manuscript 
to contain such mundane entries, some of which are altogether unrelated to its destination. In 
the case of the present manuscript, the note may refer to the owner’s salary as a church singer 
(possibly one of the three names on the first folio). This hypothesis could be reinforced by the 
place in the manuscript where the note appears. The note is written above the two Sunday 
axions (only fragments on f 20°) out of a series of eleven contained in that section of the 


manuscript. The axion is a common hymn sung at the Sunday Holy Liturgy or in the course of 
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the week”. As a frequently intoned hymn, it might indicate the place where the singer left the 
manuscript open when he wrote the note. However, we cannot help wondering where one 
could sing from a manuscript written in the Cyrillic alphabet, in a time when the Latin 
alphabet was already in use”! and when there already existed similar printed books. The singer 
was probably old enough to be familiar with both alphabets. There also used to be, and still 
are, many cases of singers reproducing the songs "by ear", using the score only for the literary 
text under the notes. It was therefore not imperative for the person who used the manuscript 
on the kliros to also be familiar with the Chrysanthine notation. All these, however, remain 


mere hypotheses that refer to a subsequent use of the manuscript in the 20" century. 


3. The liturgical texts of the manuscript 


The literary texts under the musical neumes are, actually, liturgical texts” used 
in the Orthodox Church. The language used in this manuscript is Romanian, and the alphabet 
is the Cyrillic transitional (mixed) one”. Generally, the language of worship has a 
standardized character, sometimes slightly archaic, and the changes made in these texts over 
time are relatively few. The process is slow and lengthy. However, the manuscript under 
research features original elements, specific to the language of the 19" century: 

1. The subject, expressed by a noun or a personal pronoun in the first and third person 
singular, has a predicate attached to it, expressed by a verb in the plural. E.g.: Soarele 
şi-au ascuns razele sale şi catapeteasma bisericii s-au rupt in doauă la moartea 
mântuitoriului, pre carele Iosif, văzându-le, au venit înaintea lui Pilat...(f. 45%); 

2. The rising diphthong ie is replaced by the vowel e: mântueşte instead of mântuieşte (f. 
23"), milueşte instead of miluieste (f. 23"), esi-va instead of de iesi-va (f. 37"), boeri 
instead of boieri (f. 37"); 

3. The diphthongization of the possessive pronoun”, first person singular: izbăvitoriul 


(the noun also undergoes diphthongization) mieu (f. 44°); 


” On feast days, axions have different texts. 

7! The Latin alphabet was officially adopted in 1862 (by Cuza’s decree), but the orthography of that period, still 
relying on the etymological principle of writing of the Romanian language, was harshly criticized by the 
advocates of the phonetic principle. It was only in 1904, through the major contribution of Titu Maiorescu, that 
the long process of adaptation of the Latin alphabet to the specifics of the Romanian language was completed (cf. 
Wikipedia, Ortografia limbii române, http://ro.wikipedia.org/wiki/Ortografia_limbii_rom ). 

72 An exception is the text of the polychronia. 

73 This simplification of the Cyrillic alphabet, mixed with Latin, was proposed in 1828 by Heliade-Rădulescu, 
advocate of the phonetic transcription. (Wikipedia, idem) 

™ The most frequent case 
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4. Today’s spelling rule according to which within a word, before the letters b and p, the 
consonant m should be placed, does not exist. E.g.: inparat, înpărătesc, inpodobit 
instead of împărat, împăratesc, împodobit; 

5. In certain cases, the vowel e is replaced by the vowel a. Thus, the reflexive pronoun se 
in the reflexive verb, as well as the conjunction pe are used in their popular version 
să, pa; the verb in the simple perfect, first person, ends in săi instead of sei — e.g.: 
pusăi 

6. Semivocalic / is written as 7; 

7. Although rare in this manuscript”, elisions are marked by apostrophe’® 

8. The preposition sub appears in its old form supt; E.g.: f. 23” (polychronion) 

9. The use of the group of letters giu, instead of ju: incungiurati 

10. Quite interesting is the constant spelling of the names of the two persons of the Holy 
Trinity - Father and Son — in lowercase. Only Duh in the syntagm Sfântul Duh is 
written with initial capital letter. E.g.: Slava tatălui si fiului şi sfântului Duh (f. 37). 


The pronouns referring to the Holy Trinity are also written in lowercase. 


4. Date and origin of the manuscript 


The musical notation used in this manuscript is Chrysanthine notation, which from the 
start places it after 1814. The key to a more accurate dating is provided by the five 
polychronia’’ between folios 23" — 24". From the text of these polychronia we can deduce the 
period in which this manuscript was written, at least partly. Thus, the first polychronion (f. 
23") was dedicated to the Voivode Alexandru Dimitriu Ghica and to Neofit Bishop of 
Râmnic'5, as its text indicates. The same polychronion (with slight alterations) also occurs on 
page 371 of the Rom. Ms. 7521 preserved in the Library of the Diocese of Râmnicu Vâlcea”. 


Alexandru Dimitrie Ghica (one of two addressees of the first polychronion in the manuscript) 


” Generally, in the psaltic musical manuscripts, the words, even those with a hyphen, are separated into syllables 
according to other rules than those used in common spelling. The present manuscript is no exception in this 
respect. 

7 This type of elision was preserved in the printed texts, too, until the 1950 reform (Wikipedia, idem). 

77 We use the term polychronion for all five chants mentioned above, although the last one does not contain the 
greeting that gives the name of the chant — the greek word moAvypoviov ("many years" or "long live"). 

’8 As one of the oldest Romanian dioceses, the Râmnic Diocese, today the Râmnic Archdiocese, has had several 
names over time. One of these names was that of Episcopia Ramnicului Noului Severin. A brief history of the 
diocese can be found at: http://www.arhiram.ro/istoric . For a detailed bibliography on the topic, see [20, p. 109] 
” As we do not have the original copy yet, we made this comparison based on the transcription made by Fr. 
Buzera from [8, p. 360]. 
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was the first regular Wallachian ruler“ . He ruled between 1834 and 1842, and then was 
kaymakan between 1856 and 1858. He was the son of Dimitrie Alexandru Ghica and the half- 
brother of Grigore IV Ghica (Grigore Dimitrie Ghica) [9, p. 32] — to whom the penultimate 


polychronion was dedicated (f. 23"). Prince Alexandru D. Ghica was also the addressee of the 
third polychronion (f. 23”), where he was called "prinţul nostru prealuminatul" (our 
enlightened Prince). 

The second polychronion (f. 23r), dedicated to "preaosfintitului si de Dumnezeu 
alesului Arhiepiscopului nostru, Domnului Domn Neofit, Mitropolitul a toată Ungrovlahia" 
(His Grace Bishop Neofit, Metropolitan of the entire Ungro-Wallachia), indicates that Neofit 
had already become metropolitan. It is very likely that the first two polychronia were sung 
during one and the same service, with Neofit entering the church as a Bishop and then exiting, 
after his higher ordination, as the Metropolitan. 

Closely related to the second polychronion is the polychronion number five, i.e. the 
last one (f. 24°), in which we are announced that "Neofit cel preablând soseşte ca să 
se’ntroneze dupa vrednicie in Mitropolie" (Neofit arrives to be enthroned as Metropolitan). 
From the history of the Romanian church we learn that Neofit’s enthronement as Metropolitan 
of Wallachia took place in Bucharest, on June 29, 1840 [15, p. 283]. This information enables 
us to date this part of the manuscript in 1840. We cannot know equally accurately if the rest of 
the manuscript was written in the same year, as on the pages dedicated to the polychronia, the 
musical neumes and the corresponding texts appear more crowded. The script is slightly 
thinner on these pages, but the characteristics are the same as in the other songs. It is possible 
that those pages were left unwritten and were completed later by the same scribe, on the 
occasion mentioned above. This was quite common practice when copying manuscripts. 

As we have already mentioned, the penultimate polychronion, i.e. the fourth 
one (f. 23”), was dedicated to "preainaltatului Domnului nostru si oblăduitoriul a toată 
Ungrovlahia Domn Grigorie Dimitriu Ghica voevod şi cu fiii lui" (ruler of Ungro-Wallachia 


Grigorie Dimitriu Ghica voivode and his sons). Also known as Grigore IV Ghica, he was ruler 


* The Organic Regulations were developed and adopted between 1831 and 1832, during the Russian 
administration, led by General Pavel Kiselev. Those documents were regulating the political and administrative 
system of the two principalities, marking an important stage in their policy and being the first common system of 
government. Although the regulations stipulated that the ruler should be appointed by the Public Assembly, 
Prince Alexander D. Ghica was elected by the Russians, thanks to a special convention (Petersburg, 1934) that 
enabled this to happen. (cf. Nicolae Isar — Relaţiile stat-biserica în România modernă (1821-1914). Sinteză si 
culegere de texte, Editura Fundaţiei România de Mâine, Bucharest, 2007, p. 19-20 and Wikipedia — 
Regulamentul Organic, _ http://ro.wikipedia.org/wiki/Regulamentul Organic; Alexandru D. Ghica, 
http://ro.wikipedia.org/wiki/Alexandru_Dimitrie_Ghica ). 
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of Wallachia between 1828 and 1822°*', being the first native ruler of this principality, after 
the Phanariot domination [9, p. 32]. 

Given all this information we assume that the manuscript was originally used on a 
kliros in Bucharest, possibly in the Metropolitan Cathedral of the time, which is today’s 
Patriarchal Cathedral. We note nevertheless that until more detailed, comparative research is 


conducted, the latter hypothesis remains a plausible one among others. 


Plate 2. Polychronia, f. 23° 


51 He ruled, therefore, before his half brother, Alexandru Dimitriu Ghica. He was probably present at the 
enthronement of Neofit, hence the need for the intonation of a special polychronion in his honour. 
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5. Contents of the manuscript 


The musical and liturgical material of the manuscript can be divided into four 
major parts, each of which being divided in its turn into smaller sections”. The first part is a 
miniature cherubikon-koinonikon® and the only songs that make an exception are the 
polychronia interspersed among the songs that are specific to this typology. 

The first section of the first part of the manuscript contains cherubic hymns in the 
eight tones (f. 1" —8'). We can deduce that the first two cherubic hymns of the series are 
missing, as is a great part of the introductory phrase of the third. The eight cherubic hymns 
(according to the number of tones in the Chrysanthine theory) present in the manuscript have 
a few common traits: 

— they are arranged in the order of the tones, from 1 to 8, and are named with the 
ordinal number: heruvicul al patrulea, heruvicul al cincilea etc. 

—all follow the same formal pattern — a long introductory phrase on the initial syllable 
Ca (from the word Cari, archaic form of Care), then a new phrase starts on the same 
syllable;** 

—all contain kratemata“ (in a faster tempo) after the Great Entrance, interspersed in 
the text of the second part of the cherubic hymn, as follows: Ca ceia ce pre impăra, împăratul 
(the technique of accumulation of sylllables), pre impara ....terirem ....pre imparatul tuturor 
sa-l primim, pre cel nevazut incungiurat de cetele ingeresti. Aliluia. The insertion of the 
terirem after this scheme is a traditional one that also occurs in the Cherubic hymns in the 
Greek languages“; 

— the technique of accumulation of syllables, typical for the papadic genre, is used; 


E.g.: cân-ta, cân-ta-re, cân-ta-re a-du, cân-ta-re a-du-cem (f. 2”); 


* The division is certainly relative and artificial, though necessary, we believe, to enable the organization and 
analysis of the “raw” material contained in the manuscript. 

83 We are taking into account the term imposed by Anton Pann in his Heruvico-Chinonicar, published in 1847, in 
Bucharest, and which in addition to cherubic and communion hymns also contains axions (or anti-axions — the 
hymns that replace the axion on the most important holy days). 

** Anton Pann is the author of many cherubic hymns of this kind, but we could not manage to find that series of 
cherubic hymns in his Heruvico-Chinonicar. 

35 Kratema — a type of chant (section of a chant, A/N) of the papadic genre, consisting, in the old music, of 
melodies sung on meaningless syllables, such as: to-te-to; te-ri-re; te-ri-re-rem etc. Because the te-ri-rem 
syllables are used quite frequently, the chants written in this form are sometimes called terirems or teretisms, 
from the Greek word tepetiopdc [teretismos] or tepétiopa [teretisma], meaning melodic ornament. Thus are 
written the Polyeleos, Cherubic hymns, Communion hymns etc. (Dicţionar de termeni muzicali, Editura 
Enciclopedica, Bucharest, 2008, p. 150) 

5 One of the many examples is that of the Greek cherubic hymn from Manuscrisul Oriental 366, Biblioteca 
Academiei Române, Cluj-Napoca. 
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A second section contains Sunday koinonika, in the eight tones (8' — 13"). The text of 
these koinonika is Laudati pre Domnul din ceriuri. Aliluia. They are arranged in the order of 
the tones and all contain terirem before Aliluia. 

A new series of Sunday koinonika follows in the eight tones, but this time with 
specified author: "facerea D-lui Anton Pan" (by Mr. Anton Pann)” (f. 13" — 19"). They all 
have an introductory melodic line, up to the first martyria, on the syllable La, after which the 
text is repeated from the beginning with red capital letter — La-u-dafi.... 

The fourth section contains eleven axions, of which ten are Romanian and one is 
Russian (the penultimate one). The series of axions begins with the scribe’s explanation: "Aici 
mai pusăi un rand de axioane rumanesti" (Here I wrote another series of Romanian axions) (f. 
19"). A new explanation follows: "La sfârşitul acestor axioane mai pusăi si unul rusesc" (At 
the end of these axions I added another Russian one). Although by this explanation we are 
suggested that the series of axions ends here, another Romanian axion follows after the 
Russian one. The method of writing used in this new Romanian axion is similar to that of the 
polychronia that follow — thinner and more crowded neumes. We therefore believe that this 
last axion was added when the manuscript was completed with the five polychronia that 
followed. 

The fifth section (f. 23° — 24°) is also the most interesting one due to the five 
polychronia it contains, which is quite a considerable number for only one manuscript. In 
terms of music, the first four ones share obvious similarities. Three of them (the first two and 
the fourth) have the same text incipit — Multi ani facă Domnul Dumnezeu. The first two also 
have an identical melodic incipit*’. The cadential formulas, especially the final ones, are also 
similar in profile (melodic, rhythmic, ornamental) or even identical (the first and the third 
poychronion). One can therefore speak of a certain scheme, in which certain formulas prevail. 
Based on this scheme, any variation depends on the person the polychronion is dedicated to”, 
on the occasion it is sung on, on the author’s inspiration and probably on that of the psaltis or 
scribe, too.” All these variables will also influence the melody and the rhythm. Although the 
skeleton is the same, the number of syllables changes, as does the rhythm and sometimes the 


cadences. 


37 In 1840, Anton Pann was around 43-47 years old, his birth date being uncertain. 

5 We use this term in a broad sense, for the incipits are identical rhythmically and ornamentally, too. 

5 Or on the shorter or longer name of the addressee, on their rank reflected in a certain nobiliary formula, more 
or less plethoric. 

%0 Certainly, these things do not appear explicitly in manuscripts, but we believe that the small differences 
between similar songs reflect the differences in the interpretation of the psaltes, who were often also scribes. 
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A new section, i.e. the sixth one, ends the first part of the manuscript. The section 
contains cherubic hymns "far de rand" (f. 24° — 29”) — as the copyist informs us — i.e. cherubic 
hymns that are not arranged in a certain order (of the tones, for example). The five cherubic 
hymns — tone 1, tone 5 (two), tone 6, tone 8 — are immediately followed by a new Sunday 
communion hymn (f. 29"), also "without an order", but which the scribe does not signal 
accordingly. 

The second part of the manuscript includes hymns from the Holy Liturgy (other than 
ordinary cherubic hymns, communion hymns or axions). The first section of this part begins 
with the great answers (f. 31‘ — 32") for the Liturgy of St. Basil, continues naturally with the 
axion specific to this liturgy - in two versions (f. 32" — 34"), the second belonging to Anton 
Pann - and ends with Pre arătătorul (f. 34"), intoned after the axion, only during this liturgy. 

The Liturgy of the Presanctified Gifts’', called Prejdestenie in the manuscript, 
is represented here through four hymns: the sticheron Să se indrepteze (f. 34° — 34"), two 
cherubic hymns specific to this service (f. 34° and f. 35") — the latter being attributed to loan 
cel Dulce”, without naming the translator of the Greek original, and the communion hymn 
Gustati si vedeți (f. 35"), which is actually a Romanian version of the Greek hymn with the 
same title [évoao0e kat idetat [Gevsaste kai idetai], by Ioannis Kladas. 

Following is the Rânduiala Sfintei Liturghii (f£. 36"), by which the scribe most 
certainly meant the Liturgy of Saint John Chrysostom, the most frequently celebrated during 
the liturgical year. The two common antiphons (f. 36° — 38") beginning this section are 
rendered in full (Binecuvintează sufletele al meu pe Domnul and Lauda sufletete al meu pe 
Domnul followed by the hymn Unule născut), just as they used to be sung in the past (and are 
still sung today in monasteries), thus justifying their name - antiphon — from the antiphonal 
chanting of psalms 102 and 145. The two antiphons also appear between f. 38” — 41°, with a 
different melody. On f. 41° we read the Typikonal indication Antifoanele la praznicile cele 
inparatesti (Antiphons on Great Feasts), from which the scribe only wrote Pentru rugăciunile 


Născătoarei (For the Prayers of the Mother of God). 


°l A service that is celebrated during the Great Lent. 
” Toannis Glykis 
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Plate 3. Antiphons, f. 37 — 38" 


In this manuscript, the liturgical moment called Vohodul mic (the Small 
Entrance)” is represented by the three hymns from f. 41” — 42", standing for the usual 
Entrance, the Entrance on the Birth of Christ and the Entrance on Easter Day. 

Imnul trisaghion (the Trisagion Hymn) first appears in Romanian (f. 42°), then 
in Greek — written by Anton Pann (f. 43") — both having a short form (syntomon) and a long 
one, in the proper papadic style. Following closely, on f. 44, we find the prayer that the 
deacon chants at the more solemn liturgies (in which a high-rank priest participates or, as 
indicated in the present manuscript, at the Great Feasts) — Doamne mântuieşte pe cei bine 
credincioşi... On the same page we find the hymn Jubite-voi Doamne, whose text is the first 
verse of Psalm 17, intoned prior to the recitation of the Creed. The scribe’s indications show 
that it was chanted on dedication day, in the 3" tone plagal, enharmonic. 

On f. 44 there are also two special hymns that replace the trisagion on certain 
holy days, in our case on the the Exaltation of the Holy Cross and on Epiphany Day”. On the 


reverse appears Aliluia, intoned prior to the the reading of the Gospel and a new polychronion 


” The moment when the priest (priests) leave the altar with the Holy Gospel. 
” Placing them right after the four common trisagions would have been more natural. 


108 


- Cantare de lauda pentru Arhiereu — still chanted today in church when a high-rank priest 
participates in the service. Unlike the polychronia on f. 23" — 24’, here the name of the bishop 
does not appear, so that it can be addressed to any high-rank member of the church hierarchy 
(metropolitan, archbishop, bishop). 

The second part of the manuscript concludes with two funeral hymns, the 
former (f. 45") intoned on Good Friday, at the service for the placing of the Saviour in the 
Tomb, and the second at the burial of the dead (f. 46”). 

The next part of the manuscript, i.e. the third one, contains 24 podoben 
melodies” in the eight tones, as follows: tone 1 — O, preaslăvită minune (f. 47"); Ceea ce esti 
bucuria (£. 47°); Prealaudatilor mucenici (f. 48"); Mormântul tau, mântuitorule (f. 48°); tone 2 
— Casa Efratului (f. 48' — 48”); Când de pre lemn, mort (f. 48"); tone 3 — De frumuseţea 
fecioriei tale (f. 48"); Fecioara astăzi (f. 49°); Pentru mărturisirea (f. 49°); tone 4 — Degrab 
ne îmtâmpină pre noi (f. 49); Cela ce te-ai înălțat pre cruce (f. 49"); Ca pre un viteaz (f. 
49%); Dat-ai semn (f. 50°); Cela ce eşti chemat (f. 50°); Spăimântatu-s-a Iosif (f. 50°); 
Arătatu-te-ai astăzi (f. 50"); tone 5 — Bucură-te camara cea cu bun miros (f. 50"); Doamne, 
păcătuind (f. 51°); tone 6 — Toată nădejdea (f. 51"); Din pântece te-ai născut mai înainte de 
luceafăr (£. 51"); tone 8% — Pre înţelepciunea (f. 51"); O preaslăvită minune (f. 52"; Camara 
ta (£. 52"; Într-o zi ai invrednicit pre tâlhariul (f. 52); 

Up to the Tone 6 podoben, whenever a new tone begins, the indication Altă podobie 
(Another podoben) occurs, in which the scribe actually refers to a group of podoben melodies 
in the same tone. All of them resemble the standardized variant [2], some being, however, 
surprisingly shorter and simpler in ornamentation. Some phrases” are slightly different 
because the text in the "standardized" version is reformulated in a more current language, 
which entails alterations of the melodic line, too. Generally, the "phrases" 2 and 3 are often 
identical - probably because they are shorter. In the standardized version, the second or third 
martyria sometimes does not appear, but the cadence exists (usually, the corresponding neume 


has a klasma). 


?5 Podoben (prosomie, likeness) — standard melody for certain hymns. The podoben can also use different texts, 
provided they have the same structure as the original text (they should be isosyllabic and homotonic). Each of the 
eight tones has its podoben melodies, which are written above the hymns to be sung, according to the indicated 
podoben. Until they were notated, the podoben melodies were a mnemonic means for singing the stichera, the 
melody being known by tradition. (Dicţionar de termeni muzicali, Editura Enciclopedică, Bucharest, 2008, p. 
451) 

°° There is no podoben for the seventh tone. 

” The term is somewhat inappropriate (like many other terms drawn from Western music); we are actually 
referring to the music between two martyrias. 


109 


After the 24 podoben melodies, the scribe adds two hymns: The Akathist Slava (Glory 
to God) (f. 52") and a Greek trisagion”® (on f. 53"). 

The last part of the manuscript is composed of the communion hymns for feast 
days, composed by Anton Pann. The series of communion hymns is incomplete, as the end of 
manuscript is missing. The section begins with the communion hymn for the first day of 
September, which marks the beginning of the church year — Blagoslovi-vei cununa (f. 54). 
The following communion hymns are sung on the feast days of September — November: 
Elevation of the Holy Cross — f. 55", Saint Demetrios the Myrrh-Streamer — f. 56", and The 
Entrance of the Theotokos into the Temple — f. 58°. On folio 59° we find a cherubic hymn 
matching the communion hymn tetraphonos sung for the Nativity of Christ or on other feast 
days (the liturgical text is the same as in the ordinary cherubic hymns — Care pre heruvimi... — 
Let us who mystically represent the cherubim...). The series ends with a short fragment from 
the communion hymn for the Nativity of Christ — f. 60”. The rest of the communion hymn and 
of the manuscript is missing. The series probably continues with the communion hymn for the 


Epiphany and ends with the communion hymns for the feasts days of August. 


6. Conclusions 


This manuscript falls within the typology of anthologies. Most hymns included herein 
are sung at the Divine Liturgy, except for the two funeral hymns (the first one sung at the 
Vespers of Good Friday — the service for the placement of Christ’s body in the tomb, and the 
second one at the service for the believers’ funeral), the podoben and, partially, for the 
polychronia”. The musical notation used is the Chrysantine notation adopted after 1814. The 
literary text under the musical neumes is in Romanian, and the alphabet is Cyrillic. The part of 
the manuscript containing the polychronia dedicated to a particular bishop or ruler was written 
in 1840. The rest of the manuscript was written either in the same year or earlier, being 
probably initially used on a kliros in Bucharest (possibly in the Metropolitan Cathedral of the 
time). 

The hymns were notated by a single scribe, who most probably added the part 
containing the polychronia (f. 23° — 24") later (thus is explained the thinner method of writing, 


though sharing similar features with the rest of the manuscript). In all, the manuscript contains 


°8 Even the tone indication is written in Greek. 
” These hymns can be sung whenever the person they are addressed to is in the church, and therefore also during 
the Holy Liturgy. 
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110 hymns, in all the three styles - hirmological, stichiraric, papadic. The only Romanian 
author mentioned is Anton Pann, who was still alive in 1840. Ioan cel Dulce (Ioannis Glykys), 
composer of the Byzantine period, is the second author mentioned in the manuscript (f. 35"). 

We find all the eight tones of the Chrysanthine theory. The plagal ones are 
accompanied by the mention ni (from the Greek mAay1oc) and sometimes by the Romanian 
homonym /dturas (shortened to /as in this manuscript). The term used by the scribe is echos 
(and not tone), and it can be identified by its specific key, while the number is missing. There 
are three series in which the hymns are arranged according to the Octoechos system (all the 
tones): the cherubic hymns from the beginning of the manuscript (the series is incomplete) 
and the immediately following two series of Sunday communion hymns, with the latter 
belonging to Anton Pann.'% All the cherubic and communion hymns in the manuscript 
contain kratemata (terirem). 

Although the manuscript under consideration is one among the many manuscripts in 
Chrysanthine notation preserved in our country, we believe that its inclusion in the specialized 
catalogues may be useful. Also, the five polychronia it contains can be a starting point for 
further research. It would be particularly interesting, for example, to compare them with 
similar genres from various Romanian manuscripts of the 19* century. Last but not least, the 
existence of this manuscript in a library in Cluj-Napoca, alongside of others, indicates that 
although they were not written or used in Transylvania, a constant concern for this type of 


music has certainly existed in this area. 
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